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ABSTRACT
Through use, pots can become an intimate part of daily ritual, special celebrations, or moments
of stillness. Not only can they can act as vehicles that connect the user to the greater meanings of life,
but also they perform this task “under the radar,” below conscious awareness. They perform their job,
waiting to enrich their user’s life through awareness. I make pots in an attempt to connect to others
through quiet, useful forms with beautiful, subdued surfaces. Part of my goal in making pots is to elevate
moments of daily life – to augment the time spent consuming coffee, eating, or having a drink. Like the
Buddhists and Stoics, I believe that each moment of life is precious and can only be fully lived through
awareness or mindfulness – that our struggle for achievement needs to be balanced by quiet and
reflective acceptance of self and situation.
I grew up working in gardens, hunting and fishing, riding horses, and playing in the woods. My
experience of nature as a place for work and play informs the work I make. Through form and surface, I
indirectly reference garden rows, hayfields, Western landscapes, and the flora from my memories and
surroundings. My use of color and line is an expression of the joy and reverence I feel for this world. My
work translates my emotions rather than mimicking or representing these memories and visual scenes.
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CHAPTER I
INTRODUCTION
For the last seven years, I have struggled to make good, strong pots without really
knowing why I was doing it. I started making pots on a dare, and I enjoyed it. I liked that I could
get lost in thought while throwing, play with fire, and earn an income while doing it. Addressing
the quandaries associated with having to produce a thesis has provided the needed challenge to
answer “why” I am pursing a life in clay. My thesis show, Memory Scapes, is about
rediscovering the parts of my life that were missing, those parts that drove me to look for the
answers in making pots.
This exhibition is the emotional translation of my conceptual scheme. It is, therefore, an
interpretation of my life, experiences, and world. This work is the tangible manifestation of
specific memories and experiences – ones that echo time spent outdoors (working, playing,
biking, and hunting). Rather than mimic the landscapes of those moments or literally translate
those scenes as narrative, I have chosen to interpret the memories they elicit through the
emotional qualities inherent in the forms, lines, patterns, and colors.
Finding one’s way in life is not easy and neither is making pottery. This body of work
represents my struggle to find my artistic voice, while also searching for the deeper meaning for
why I make art.
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CHAPTER II
SEEING AND UNDERSTANDING
I went to the woods because I wished to live deliberately, to front only the essential facts of life, and see if I could
not learn what it had to teach, and not, when I came to die, discover that I had not lived. I did not wish to live what
was not life, living is so dear; nor did I wish to practise resignation, unless it was quite necessary. I wanted to live
deep and suck out all the marrow of life, to live so sturdily and Spartanlike as to put to rout all that was not life, to
cut a broad swath and shave close, to drive life into a corner, and reduce it to its lowest terms….
– Henry David Thoreau, Walden or Life in the Woods

A year ago if I were asked to define myself I would have given a floundering answer
about finding my way as a graduate student in art, an aspiring ceramic artist, or maybe even a
potter. If pressed deeper I may have even quipped that I was a “featherless bipod” like Aristotle
said long ago, but I would have been hard pressed to come up with a deeper meaning to the
question. No matter which direction the conversation went my responses would have been
analytical in their nature.
For approximately twenty-five years I have been analytically defining the world and my
relationship with it. As a result of my studies in western philosophy, I concluded that ethical
hedonism was the pragmatic approach to living. Thus I lived according to that principle,
maximizing pleasurable sensations for others and myself while trying to avoid causing harm.
This approach to life worked on several levels and I was living a comfortable lifestyle. Although
I had an acceptable level of happiness, I felt like something was missing, and I could not shake a
creeping feeling of dissatisfaction.
Like many Americans, I was blindly pursuing a “to do” list. The problem for me, and I
believe for others, is that our “to do” list is never-ending. We never really take the time to
discover what actually makes us happy; so we do not pursue happiness in any meaningful way.
2

Moreover, western society promotes a lifestyle of acquisition wherein we define our value by the
things we own. We buy things and pursue activities that bring us joy or fill niches in our lives,
but we do not engage in endeavors that produce bliss. Rather than pursuing my bliss or
“complete happiness,” I engaged in activities that fulfilled desires but only brought me partial
contentment.
As philosopher William Irvine notes in his book, On Desire, quenching the feeling of
desire is complicated and elusive, because desires well up from an unknown place deep within a
person’s subconscious mind (Irvine 68-90). We feel like consciousness drives our lives, because
it uses reason as the tool to fulfill our desires. But how is it possible to have desires that compete
with one another? How can you argue with yourself or make deals with yourself? I’ll eat an extra
piece of cake and walk more tomorrow, for example.
Before reading Irvine’s book I never understood the relationship between the conscious
and unconscious mind. This lack of understanding, which was partially the result of years of leftbrain thinking, led me to use reason as the tool to pursue my goal of making good pots. My
work, more often than not, appeared tight and analytical. My left-brain demands uniformity and
is comfortable working within limitations. This side of me likes utility and is often fixated on
details. Any slight change in the curve of a piece can become distracting unless it works with the
rest of the curve and the other parts of the pot. The arc of the curve of a handle of a cup can vary
by millimeters and become better or worse based upon those changes. The interior curve of a
plate, platter, or bowl can do the same. For example, one glance at the surface of the plates
beneath the glazes in Frantic (figures 1-2), Feast (figure 3), Serenity (figure 4-5), or Ready to
Bale (figures 6-7) illustrates my attempt to produce the sort of continuous, smooth curve, which
does not distract the viewer from the glazes covering the surfaces.
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Hence I scrutinized angles, volumes, and lines, beginnings and endings, and proportional
relationships. I attempted to understand and control the craft of making, believing that after a few
thousand hours of work I would begin to make good pots. My attention to detail and fixation on
the craft of the work made many of my forms quite plain and rather formulaic – they were the
external manifestation of information about design learned through higher education.
What I failed to see then and I am now only beginning to understand is that pots, like any
art form, need to be more than just technically proficient. When pots gain soul, meaning, or
content, it is because the artist’s hands imbue the piece with the emotions he/she feels. The left
side of the brain can decree rules about form, function, and relationships, but it cannot add
emotional content. The life of the pot needs the artist’s emotional connection to be present to
provide the feelings that give the work spirit. How I balance the need to address both sides of my
brain, incorporating my emotional responses to life and memories with my need to make wellcrafted forms, is my new challenge and struggle.
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CHAPTER III
TOUCH
Sometimes the things that may or may not be true are the things that a man needs to believe in the most: that people
are basically good; that honor, courage, and virtue mean everything; that power and money, money and power
mean nothing; that good always triumphs over evil; and I want you to remember this, that love, true love, never
dies... No matter if they're true or not, a man should believe in those things because those are the things worth
believing in. – Hub McCann, Secondhand Lions

How do we broaden our awareness? How do we enrich our lives in such a way so that our
pursuits are meaningful or simply worth believing in? Our conceptual scheme, the lens through
which we view the world, is often narrow. When we are rationally pursuing our desires, our
focus tends to be small. For example, I cannot get to the restaurant before two o’clock and get
the lunch special if I stop to talk to a student in the hall or assist the person with a flat tire on the
side of the road. Moreover the traffic I encounter along the way to the restaurant is only an
obstacle to achieving my desire. All fetters to achieving our desires cause negative emotional
responses, ranging from mild malcontent to anguish, unless a broader perspective rises to the
level of conscious awareness. For example, my perception of other people as the cause of the
traffic has to broaden to include their value as human beings before I am able to see them as
more than obstacles to overcome. “Road rage” can be the natural, emotional reaction on the
occasions in which I lack this broader perspective.
Our diminishing awareness of a broad worldview is not entirely our fault. In modern
society, we are bombarded by images and new means of communication where everything is big,
red, and competes for our attention. Television, the Internet, text messages, emails, and tweets
offer a barrage of information and interest. Only our eyes can really keep pace with the speed of
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this flood. Penn State professor and artist, Chris Staley, talked about the dangers involved in
living in an ocular centric universe, a world where our attention is heavily dependent upon
images, in his article, “The Hegemonic Eye: Can the Hand Survive?” He said, “What we look at
triggers thoughts. For example, seeing an empty cup reminds us that we are thirsty, seeing a pile
of mail on our desks reminds us that we haven't corresponded with someone. The eye is being
called upon, as never before in our daily lives and when our thoughts are not reciprocated with a
corporeal experience, we increasingly feel separated from the world” (Staley 262). Part of the
problem Staley articulates is that our senses compete for our attention. When sight dominates our
awareness, we fail to connect through touch.
Touching the bark of a tree offers a different knowledge or understanding of it than
seeing it at a distance. Through touch, the tree becomes something that pushes back or offers
resistance. Feeling the shade of its canopy on a hot, Mississippi day in the hay field informs us
differently, altering our perception to view it as the lone oasis. I believe that how we value the
sense of touch in our lives alters our perception. I place indentations in the bottle and cup sets I
make, such as Whiskey River (figure 8), Jetty (figure 9), and Pinch of Whiskey (figure 10), to
address how the sense of touch can inform our lives. These indentions correspond to my finger
placement in an attempt to direct the user to touch where my hands have been. Through touch
users of my work are offered the opportunity to connect to me and become aware of my
presence. In his book, Ceramics, Philip Rawson speaks directly to this idea. He said, “No one
who has had the chance to experience by touch the forms of good pots will ever forget the
impression they give of life under the hand, of direct communication with the maker” (Rawson
22).
For me, the finger indentions in the cups and bottles are also a manifestation of my
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feeling of play. I remember digging holes in my yard as a child. These holes were the source of
dirt, clay, gravel, and sticks with which I made mud pies. They were fun, intriguing, and
restorative; I sat in them and created my world. Through them I basked in the joy of creation.
When making these pots I remembered what it felt like to be there at those moments, feeling
connected to the natural world through the oozing mud. Rawson called this sort of sensory
experience memory-traces:
As we live our lives we accumulate a fund of memory-traces based upon our sensory experience. These
remain in our minds charged, it seems, with vestiges of the emotions which accompanied the original
experiences. The overwhelming majority of those experiences belong within a realm of sensuous life, and
may never reach the sphere of word formation or what are usually regarded as concepts at all. And yet they
probably provide the essential continuum from which evolves everyone’s sense of the world and consistent
reality, everyone’s understanding of what it means to exist, and are even the ultimate ‘compost’ from which
scientific abstractions spring. It is in the realm of these submerged memory-traces that creative art moves,
bringing them into the orbit of everyday life and making them available to the experience of others by
formalizing and projecting them on to elements of the familiar world which can receive and transmit them
(Rawson 16).

Moments like those of making mud pies were the ones I had lost awareness of before I
came to clay. I had begun to solely focus on that ocular centric world, going from a job that was
heavily reliant upon computers to watching television at night. I spent most of my time utilizing
my eyes to stimulate my mind, and I had lost the connections provided through the sense of
touch. Clay changed me because of how it reconnected me to my memories through touch. The
more I work in clay, the more aware I become of the need for touch in our lives.
Since my awareness of the need for touch, the objects in my life have gained more
meaning and have increasingly become more than just means to ends. For example, a cup or
bottle has a function – to deliver liquid to either the mouth or glass. In fulfilling that function
only the ergonomics or the design and material with which it is made should determine its level
of usefulness. Thus, a plastic cup from Wal-mart, a paper cup from the fast food restaurant, and
the handmade ceramic tumbler might all deliver liquid equally well. But a handmade cup offers
more because its user does not simply perceive it as a delivery system for liquid. It allows the
7

user to connect to the maker and perhaps glimpse some of the emotion with which the maker
produced the cup and maybe even see, although briefly, through the maker’s eyes.
I am beginning to believe that there is a lost art in western society, the art of wonder.
How do we, as adults, view the world through the eyes of a child or from the child’s perspective?
How can we gain the insight to once again wonder about who made this and why? These are the
sorts of questions that I badgered my parents with when I was young and haunt me now that I am
a potter. I believe that the world looses some of its wonder and a lot of its magic when we
assume we have answers to the questions we have ceased to ask.
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CHAPTER IV
FINDING MY VOICE
All created works, in science and in art, are extensions into new realms. All of them must conform both to the
universal experience of mankind, and to the private experiences of each man. The work of science or of art moves us
profoundly, in mind and in emotion, when it matches our experience and at the same time points beyond it. This is
the meaning of the truth that art and science share; and it is more important than the differences in factual content
which divide them. – Jacob Bronowski, The Visionary Eye

For most of my time in graduate school I made work that focused on the craft aspect of
pottery; i.e., displaying a steadfast attention to detail and a tremendous amount of repetition. I
never understood that solely focusing on the craft of the work kills it in much the same way that
solely focusing on the “to do” lists kills the quality of living. The craft required to make a spark
plug or the ceramic tiles on the Space Shuttle is exceedingly high, but is not an end in itself. In
art, solely focusing on the craft and/or the process of making can stifle a piece and mute artistic
expression. Here freedom and creativity become secondary to achieving some idea of perfection
(as if it were achievable). I have found it tremendously difficult to edit this part of my
personality.
The creative and emotional side of my personality (usually associated with the right side
of the brain) presents a perspective that likes to play and experience new, exciting things. It feels
the need for connection to others and likes to bask in the joy of engaging in activities such as
hunting, fishing, riding horses, hiking, etc. Recently I have become more aware of the existence
of this creative aspect of my personality because it is evident in my work – my creative side has
been finding ways to escape the oppression of analysis. I realize now that my preference for
atmospherically fired work is an expression of the joy I find in play, in discovering the unknown,
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in opening Christmas presents.
Whenever I fire a pot in the wood or soda kilns, I notice that the surfaces are different
from what I achieve from other firing methods. The additional flux in the atmosphere of these
kilns, the wood ash that deposits on the pots or the soda ash that is sprayed into the path of the
flame, melts the glazes in different ways causing brilliant variations of red, yellow, orange,
brown, and green. Moreover, the colors are not just vivid but variegated. Within the same pot,
sweeping, undulating lines of color exhibiting contrasting intensities and values appear. The
drama of evolution by fire and flux become permanently encapsulated in the surface, sparking
memories lying dormant within my subconscious.
For example, I was taken back to the canyon I saw in Flaming Gorge National Park on
my first trip west of Texas in 1988 when I began to recognize the beauty residing in the surfaces
of the cups in Flux and Fire (figure 12). These pots reminded me of the colors of the landscape,
returning me to the moment of exhilaration when I jumped out four feet onto the ledge that
overlooked the valley below. The undulating lines in the forms that seemed somewhat static
before became the repository for the danger and awe I felt on that day. I had no conscious
awareness of this moment when forming those cups on the wheel. I merely thought that the lines
provided ridges for the user’s fingers to nestle under in order to grip the wet, slippery surface
when consuming a glass of scotch on the rocks. But through the magic of fire, I have discovered
that they are more exciting because they also hold these memory-traces. The transformation that
occurs during the firing inspires me to make more work and search for new ways to express my
memories.
The dancing lines and the quiet pools of ash and glaze on these pots remind me of the
difference between the excitement of a Jackson Pollock painting and the somberness of one by
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Rothko – Pollock shouts through energetic lines while Rothko whispers in somber, reflective
tones. These pots have elements of both; they exemplify the dichotomy of opposites that can
exist within one object, such as energy/tranquility, smoothness/roughness, lightness/darkness,
and loudness/quietness. That a pot can be the repository of such opposites through color, line,
and form makes me wonder about the possibility of seeing and experiencing more; moreover it
makes me question what else I might be missing by not looking through a broader lens. I have
begun, as artist and educator Ken Ferguson said, “[…to let] the clay and fire show me
something” (Ferguson 36).
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CHAPTER V
CONCEPTUAL ANALYSIS
Each pot or grouping of pots in this exhibition was made and titled according to the
memory and/or emotion it invokes. Although I did not always have something specific in mind
when forming the pieces out of wet clay, I gained an understanding of each piece through its
many stages. One might argue that art is based upon concepts; I agree and add that concepts can
arrive at any moment during the process. Mistakes can be happy accidents worth repeating.
Being open to life and its occasions enriches the work I make, adding layers of meaning.
For example, there are two series of plates, Frantic (figures 1-2) and Serenity (figures 45) and two platters, New Moon (figure 13) and Before Dawn (figure 14), in this exhibition that
were inspired by the morning events of my last day to glaze and load work in a kiln for this
show. I felt frantic on this day because I had no time left. As I walked through “The Grove,” the
grove of oak trees in front of the Student Union on campus, I noticed the struggle for life that
takes place daily in the natural world. An orange-breasted Robin was embattled with a worm.
The struggle for life was laid bare in front of my eyes and I could not help but stare, but I also
felt a bit embarrassed to have been caught watching such an event, as though I was an outsider
gaining access to something that I was not supposed to see. I thought the scene somewhat
terrifying and beautiful, even sublime. While glazing shortly thereafter, I attempted to transcribe
how the struggle made me feel, to capture some of the essence of the beautiful battle through the
dynamic power of line. I chose glazes whose colors break and surfaces crawl because the event
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was unpredictable – the struggle, the ferocity, and the fate of life and all mankind were all
seemingly participating in that one event!
The feeling of seeing life’s struggle left me elated, which is when I happened upon the
labyrinth between the Student Union, the old Catalpa tree, and Bryant Hall. I had always wanted
to walk the labyrinth because of the rumored power labyrinths hold for centering a person; so
when I entered, I was open to its possibilities. What I found following the curving path was that
my attitude changed. This was a seemingly simple change, however it altered the way I
perceived the world. As I walked, I could feel the curves of the path through my body, as if the
act of walking itself was a meditative one. While on the path, I allowed my “to do” list to slip
away. I became more centered and believed that life itself was speaking and I could finally hear
it. I felt a connection to a larger reality. Perhaps that reality has always been there and I could not
see it because I was not ready – I do not know. However on that day, it felt as though I breathed
that larger reality in and part of it stayed with me as I exhaled.
I did not fully understand that experience at the time, nor do I now. However, I left the
labyrinth feeling differently, open and calm. I attempted to translate those emotions into my
work, and while glazing the platters, New Moon and Before Dawn, (figures 13-14), I hunted the
feeling of the curves of the labyrinth and the emotional connection I felt. I danced with the spray
gun and lost control of the brush. What I found is that control limits vision, stifles the
imagination, and is really difficult to loose when it is your last day to glaze.
Walking the labyrinth allowed me to experience a version of peace during a stressful
time. The Serenity plates (figures 4-5) represent that peace. These plates are subtle, quiet, and
soft – they whisper about finding moments of time in the user’s daily life to reflect and open up
to the restorative powers of awareness.
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CHAPTER VI
CONCLUSION
Over the past two months, I have become aware that I am trying to express the complex
nature of my personality with my work. Like Thoreau, I seek to fully engage life and express my
feelings of this experience through a medium; he chose words, and I choose clay – I think that
makes me a potter. I believe that I have finally succeeded in tapping into some of what drives me
to be a potter. Although my expression of these feelings is imperfect, I am beginning to see that
portions of my experiences, memories, and emotions have always been present in the work.
Nevertheless, my current goal in pottery is to make these feelings manifest.
It is in this body of work that I have begun to make this understanding tangible. What I
realize through the challenge of making this work is that the craft and choices of form and color
are only tools for the expression I wish to make. These tools are not the end but the means to that
expression.
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CHAPTER VII
DESCRIPTIVE ANALYSIS
I used four different clay bodies to produce the work in Memory Scapes: Laguna B-Mix
Stoneware, Laguna Frost Porcelain, a brown stoneware, and a white stoneware. Some forms
began by throwing on the wheel, while others began as slabs. Some forms were altered while on
the wheel, such as many of the cups and bottles, while others were altered after removal from the
wheel. Other forms were wheel thrown and unaltered like some of the plates and platters. Some
of my plates, platters, and bowls had a white slip applied to their surface with a thick brush while
still on the wheel. Many of the plates and platters that were made from slabs were placed on the
wheel where an undulating line was pressed into their surface with a wooden or rubber rib. All
slab plates and platters were placed into plaster or clay molds where they stiffened and rims
made from coils were applied. Feet were either added from a coil or trimmed on the wheel after
the pots had dried to a leather-hard stage. Each piece was bisque fired to 1751 degrees
Fahrenheit (cone 08).
I then used a combination of three different Shino glazes, four different Celadon glazes, a
clear glaze, a beige glaze, a flashing slip, two stains, and/or wood ash to glaze the pots. All pots
were fired in one of the following ways: a Catenary arch wood kiln to approximately 2415
degrees Fahrenheit (cone 12), a sprung arch soda kiln to approximately 2394 degrees Fahrenheit
(cone 11), or an updraft reduction kiln to approximately 2377 degrees Fahrenheit (cone 10).
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Figures 1-2
Frantic
Stoneware Plates A-E, 11 x 11 x 1½ inches (each)

Frantic is a series of five plates that I threw on the wheel using a white stoneware clay to which I
applied a porcelain slip so that brighter colors could be achieved. I trimmed the plates on the
wheel when they were leather-hard. I dipped each plate in Malcolm Davis Shino. I poured more
Malcolm Davis Shino and Carbon Trap Shino on the surface of the plates to create the line work.
I sprinkled wood ash in areas to highlight them. I reduction fired the plates to 2381 degrees
Fahrenheit (cone 10).
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Figure 1. Frantic
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Figure 2. Frantic D

19

Figure 3
Feast
Porcelain Plate, 9¾ x 9¾ x 1¼ inches

I used Laguna Frost porcelain body to throw the plate. I trimmed the foot on the wheel when it
was leather-hard. After bisque firing the piece, I dipped the plate in a Fake Avery flashing slip. I
drew a design in the surface with wax. I then dipped the plate in Alberta Yellow glaze. I fired the
plate in the soda kiln to 2394 degrees Fahrenheit (cone 11).
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Figure 3. Feast
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Figures 4-5
Serenity
Stoneware Plates A-D, 10 x 10 x 1½ inches (each)

Serenity is a series of four plates that I threw on the wheel using a brown stoneware clay to
which I applied a porcelain slip. I trimmed the plates on the wheel when they were leather-hard.
After bisque firing the plates, I dipped each one in Alberta yellow glaze. I reduction fired the
plates to 2381 degrees Fahrenheit (cone 10).
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Figure 4. Serenity
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Figure 5. Serenity B
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Figures 6-7
Ready to Bale
Stoneware Plates A-C
Plate A: 10½ x 10½ x 1½ inches
Plate B: 7 x 7 x 1 inches
Plate C: 6½ x 6½ x 1 inches

Ready to Bale is a series of three plates that I threw on the wheel using a white stoneware clay. I
trimmed the plates on the wheel when they were leather-hard. After bisque firing the plates, I
dipped them in Fake Avery flashing slip. Next, I drew a design on the surface with wax. I then
dipped each plate in Alberta Yellow glaze. I fired the plates in the soda kiln to 2394 degrees
Fahrenheit (cone 11).
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Figure 6. Ready to Bale
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Figure 7. Ready to Bale A
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Figure 8
Whiskey River
Stoneware Bottle and Cup Set
Bottle: 12½ x 4 x 4 inches
Cups: 4 x 4 x 3½ inches (each)

I used Laguna B-Mix to throw the cups and bottle. The neck of the bottle was thrown separately
and added later. I altered the forms by creating indentions with my fingers. I joined the two
pieces of the bottle by scoring and slipping. I glazed the inside and outside of the three pieces in
Malcolm Davis Shino. I used a brush to wax the lines on the surface, and then I glazed the inside
of the pots in Nick Joerling’s Beige. I poured more Malcolm Davis Shino around the finger
indentions and used a brush to add Carbon Trap Shino to them. I also sprinkled wood ash in
areas. I fired the set in a reduction kiln to 2381 degrees Fahrenheit (cone 10).
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Figure 8. Whiskey River
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Figure 9
Jetty
Stoneware Bottles and Cups A-E
Bottle A: 12¼ x 4 x 4 inches
Bottle B: 11¼ x 3½ x 3½ inches
Cups (C-E): 4 x 4 x 3½ inches (each)

I used Laguna B-Mix to throw the cups and bottles. The necks were thrown separately and added
later. I altered the forms by creating indentions with my fingers. I joined the pieces of the bottles
by scoring and slipping. After the bisque firing, I glazed the inside and outside of all pieces in
Malcolm Davis Shino. I used a brush to wax the lines on the surface and then re-glazed the pots
in Amber Celadon. I brushed light green stain around areas. I fired the set in a reduction kiln to
2381 degrees Fahrenheit (cone 10).
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Figure 9. Jetty
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Figure 10
Pinch of Whiskey
Porcelain Bottle, 12 x 4½ x 4½ inches

I used Laguna Frost Porcelain to throw the bottle on the wheel. I altered the form by creating
indentions with my fingers and added the neck by scoring and slipping. I glazed the outside of
the piece with Fake Avery flashing slip and the inside in Alberta Yellow. I fired the bottle in the
soda kiln to 2394 degrees Fahrenheit (cone 11).
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Figure 10. Pinch of Whiskey
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Figure 11
Controlled Burn
Stoneware Bottles A-B
Bottle A: 13½ x 4 x 4 inches
Bottle B: 11 x 3½ x 3½ inches

I used Laguna B-Mix to throw the bottles. The necks were thrown separately and added later. I
altered the forms by creating indentions with my fingers. I joined the two pieces of the bottle by
scoring and slipping. I glazed the inside and outside of the three pieces in Shaner Red to Yellow
Shino. I sprayed the intentions with light green stain. I fired the set in a reduction kiln to 2381
degrees Fahrenheit (cone 10).
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Figure 11. Controlled Burn (A-B)
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Figure 12
Flux and Fire
Stoneware Cups A-E
Approximately 4 x 4½ x 5 inches (each)

I used a white stoneware body to throw the cups. I altered the forms with a rubber rib and my
fingers. I trimmed the feet of the cups after they were leather-hard. Once bisque fired, I glazed
the outside of all of the cups in Fake Avery flashing slip. Some of the insides were glazed in TM
Celadon with Rutile while others had Malcolm Davis Shino for a liner glaze. All cups were then
fired to 2415 degrees Fahrenheit (cone 12) in a wood kiln. They were all subsequently re-fired in
the soda kiln to 2394 degrees Fahrenheit (cone 11).
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Figure 12. Flux and Fire A-B
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Figure 13
New Moon
Stoneware Platter, 16 x 16 x 2 inches

I used a brown stoneware body to throw the platter. I trimmed the foot on the wheel when it was
leather-hard. After bisque firing the piece, I sprayed Shaner Red to Yellow Shino on the surface.
I then sprayed Alberta Yellow over the Shino and applied strokes of red stain with a brush. I
sprayed one spot of light green stain. I reduction fired the platter to 2381 degrees Fahrenheit
(cone 10).
.
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Figure 13. New Moon
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Figure 14
Before Dawn
Stoneware Platter, 17 x 17 x 2 ½ inches

I used a white stoneware body to throw the platter. I trimmed the foot on the wheel when it was
leather-hard. After bisque firing the piece, I sprayed Shaner Red to Yellow Shino on the surface.
I then sprayed Alberta Yellow over the Shino and applied strokes of red stain with a brush. I
sprayed a hint of light green stain to create an area of interest. I reduction fired the platter to 2381
degrees Fahrenheit (cone 10).
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Figure 14. Before Dawn
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Figure 15
Hope
Stoneware Platter, 14 x 14 x 2 inches

I used Laguna B-Mix to create the slab for this platter. I rolled a pattern on the back of the platter
and then stretched the slab by throwing it on a table. I then placed it on a clay or plaster mold to
dry. I threw a coil on the wheel for the foot ring and added it when the platter was soft leatherhard. After bisque firing the piece, I dipped the platter in Fake Avery flashing slip. I soda fired
the platter two times to 2394 degrees Fahrenheit (cone 11).
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Figure 15. Hope
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Figure 16
First Drops
Stoneware Platter, 14 x 13½ x 2 inches

I used Laguna B Mix to make the slab for this platter. I placed the slab on a clay or plaster mold
to shape it. I threw a coil on the wheel for the foot ring, rolled a coil for the rim, and added them
when the platter was soft leather-hard. After bisque firing the piece, I dipped the platter in Fake
Avery flashing slip. I soda fired the platter to 2394 degrees Fahrenheit (cone 11).
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Figure 16. First Drops
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Figure 17
Late Afternoon
Porcelain Platter, 16¼ x 16¼ x 2¼ inches

I used Laguna’s Frost Porcelain to throw this platter and used a wooden rib to make the line in
the surface. I used a rubber rib to make the undulation in the rim. I trimmed the foot when the
platter was leather-hard. After bisque firing the piece, I dipped the platter in Fake Avery flashing
slip and glazed the rim in Nick Joerling’s Amber Celadon. I soda fired the platter to 2394
degrees Fahrenheit (cone 11).
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Figure 17. Late Afternoon
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Figure 18
Calm Before the Storm
Porcelain Platter, 13½ x 13½ x 2 inches

I used Laguna Frost Porcelain to throw this platter and used a wooden rib to make the line in the
surface. I used a rubber rib to make the undulation in the rim. I trimmed the foot when the platter
was leather-hard. After bisque firing the piece, I dipped the platter in Fake Avery flashing slip
and glazed the rim in Nick Joerling’s Amber Celadon. I soda fired the platter to 2394 degrees
Fahrenheit (cone 11).
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Figure 18. Calm Before the Storm
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Figures 19-20
Cloudy Day
Porcelain Plates A-C
Plate A: 7½ x 6½ x 1½ inches
Plate B: 10 x 10 x 2 inches
Plate C: 7½ x 7 x 1½ inches

I used Laguna Frost Porcelain to make the slabs for these plates. I placed the slabs on the wheel
and impressed the line on the surface with a rubber rib. I then stretched the slabs by throwing
them on a table. I placed the slabs on clay or plaster molds to form their shape. I threw a coil on
the wheel for the foot rings, rolled coils for rims, and added them when the plates were soft
leather-hard. After bisque firing, I dipped the plates in Fake Avery flashing slip and glazed the
rims in Nick Joerling’s Amber Celadon. I soda fired them to 2394 degrees Fahrenheit (cone 11).
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Figure 19. Cloudy Day
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Figure 20. Cloudy Day B
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Figures 21-22
Canyon at Daybreak
Porcelain Plates A-C
Plate A: 11½ x 11½ x 2½ inches
Plate B: 10¼ x 10¼ x 2 inches
Plate C: 11 x 11 x 2 inches

I used Laguna Frost Porcelain to make the slabs for these plates. I placed the slabs on the wheel
and impressed the line on the surface with a rubber rib. I then stretched the slabs by throwing
them on a table. I placed the slabs on clay or plaster molds to form their shape. I threw a coil on
the wheel for the foot rings, rolled coils for rims, and added them when the plates were soft
leather-hard. After bisque firing, I dipped the plates in Fake Avery flashing slip and glazed the
rims in Nick Joerling’s Amber Celedon. I soda fired them to 2394 degrees Fahrenheit (cone 11).
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Figure 21. Canyon at Daybreak
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Figure 22. Canyon at Daybreak C
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Figure 23
Drying in the Field
Stoneware Platter, 15 x 15½ x 2 inches

I used a brown stoneware body to throw the platter and a wooden rib to create the line in the
surface and to alter the rim. I covered the surface with white slip before removing the platter
from the wheel. I trimmed the foot on the wheel when it was leather-hard. After bisque firing the
piece, I brushed red stain on the surface and rim. I then wiped off some of the red stain to leave
highlights. Next, I sprayed Malcolm Davis Shino on the surface and then Nick’s Amber Celadon.
I reduction fired the platter to 2381 degrees Fahrenheit (cone 10).
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Figure 23. Drying in the Field
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Figure 24
Burst
Stoneware Plate, 9 x 9 x 1 inches

I used a white stoneware body to throw the plate. I covered the surface with white slip. I trimmed
the foot on the wheel when it was leather-hard. After bisque firing the piece, I dipped the plate in
Shaner Red to Yellow Shino. I poured Nick’s Amber Celadon in a pattern on the surface and
sprinkled wood ash in those areas. I reduction fired the piece two times to 2381 degrees
Fahrenheit (cone 10).
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Figure 24. Burst
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Figures 25-26
Oasis
Stoneware Plates A-B
Plate A: 12½ x 12½ x 1½ inches
Plate B: 9 x 9 x 1 inches

I used a white stoneware body to throw the plates. I covered the surface of the plates with white
slip. I trimmed their feet on the wheel when they were leather-hard. After bisque firing the
pieces, I dipped them in Malcolm Davis Shino. Next, I used a brush to wax the design on the
surface and dipped each plate in Alberta Yellow. I brushed on Carbon Trap Shino in areas and
sprinkled wood ash over them. I reduction fired the plates to 2381 degrees Fahrenheit (cone 10).
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Figure 25. Oasis
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Figure 26. Oasis B
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Figure 27
Winter’s Eve
Stoneware Platter, 16 x 16 x 2 inches

I used a brown stoneware body to throw the platter. I trimmed the foot on the wheel when it was
leather-hard. After bisque firing the piece, I sprayed Malcolm Davis Shino on the surface. I then
waxed a design and sprayed Alberta Yellow over the Shino. Last, I used a brush to apply lines
with light green stain. I reduction fired the platter to 2381 degrees Fahrenheit (cone 10).
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Figure 27. Winter’s Eve
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Figures 28-29
Hidden Basin
Stoneware Bowl, 13½ x 13½ x 6 inches

I used a brown stoneware body to throw the bowl. I altered the form with my fingers while it was
still wet. I covered the interior surface with white slip before removing the bowl from the wheel.
I trimmed the foot on the wheel when it was leather-hard. After bisque firing the piece, I sprayed
Malcolm Davis Shino on the outside and inside surfaces. I then sprayed Amber Celadon on the
interior of the bowl. Last, I brushed red stain on the exterior and interior surfaces to create the
line work. I reduction fired the bowl to 2381 degrees Fahrenheit (cone 10).
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Figure 28. Hidden Basin
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Figure 29. Hidden Basin (interior view)
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Figure 30
Refuge
Stoneware Bowls A-C
Bowl A: 2½ x 2½ x 6 inches
Bowl B: 3½ x 3½ x 6 inches
Bowl C: 2½ x 2½ x 6 inches

I used a white stoneware body to throw the bowls. I altered the form with my fingers while they
were still wet. I trimmed their feet on the wheel when they were leather-hard. After bisque firing,
I dipped the outsides in Fake Avery flashing slip. I then glazed the interior of the bowls with
Malcolm Davis Shino. I fired the bowls to 2415 degrees Fahrenheit (cone 12) in a wood kiln.
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Figure 30. Refuge A-C
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Figure 31
Lush
Stoneware Pitcher, 9 x 5½ x 4½ inches

I used Laguna B-Mix to throw the pitcher. I altered the form with my fingers while it was still
wet. I pulled the handle when the pitcher was leather-hard. After bisque firing the piece, I glazed
it in Malcolm Davis Shino. I then dipped the outside in Amber Celadon. Last, I brushed light
green stain on the exterior to create the line work. I reduction fired the pitcher to 2381 degrees
Fahrenheit (cone 10).
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Figure 31. Lush
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Figure 32
Relief
Stoneware Pitcher and Cup Set
Pitcher: 8 x 4½ x 4½ inches
Cups: 5 x 3½ x 3½ inches
I used Laguna B-Mix to throw the pitcher and cups. I altered the forms with my fingers while
they were wet. I pulled the handle on the pitcher when it was leather-hard. After bisque firing the
pieces, I glazed them in Fake Avery flashing slip on the outside. I then glazed the inside of the
pieces in Amber Celadon. I soda fired the set to 2394 degrees Fahrenheit (cone 11).
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Figure 32. Relief
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Figures 33-34
New Horizons
Stoneware and Porcelain Cups (1-16)
Sizes range: 5 x 3½ x 3½ inches to 3 x 3 x 3 inches

I used Laguna B-Mix stoneware and Laguna Frost Porcelain to throw the cups. I altered the
forms with my fingers while they were wet. I trimmed the feet when they were leather-hard.
After bisque firing the pieces, I used a variety of glazes on them, including the following: Fake
Avery flashing slip, Alberta Yellow, Amber Celadon, TM Celadon with Rutile, and Malcolm
Davis Shino. I fired them using a variety of techniques as well: reduction firing to 2381 degrees
Fahrenheit (cone 10), soda firing to 2394 degrees Fahrenheit (cone 11), and wood firing to 2415
degrees Fahrenheit (cone 12).
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Figure 33. New Horizons
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Figure 34. New Horizons: Cups 5-7
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Figure 35
Flow
Stoneware Plate, 8 x 8 x ¾ inches

I used a white stoneware body to throw the plate. I applied a thick coat of porcelain slip to the
surface. I trimmed the foot on the wheel when it was leather-hard. After bisque firing the piece, I
dipped the plate in Alberta Yellow glaze. I fired the plate in the soda kiln to 2394 degrees
Fahrenheit (cone 11).
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Figure 35. Flow
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RECIPES
White Stoneware Clay Body (variation of Long-John Stoneware) (cone 10-12)
Fire Clay
25
Goldart
20
Custer Feldspar
15
EPK
10
OM4
10
Pyrophyllite
15
Grog
15
Bentonite
2
Brown Stoneware Clay Body (variation of Long-John Stoneware) (cone 10-12)
Fire Clay
25
Goldart
20
Custer Feldspar
15
EPK
10
OM4
10
Pyrophyllite
15
Grog
15
Blackbird Clay
10
Bentonite
2
Josh DeWeese Stick to Anything White Slip (cone 10-12)
EPK
25
OM4
25
Flint
25
Cornwall Stone
12.5
Nepheline Syenite
12.5
Opax
2.5
Ferro Frit 3195
2.5
Fake Avery SDSU Flashing Slip (cone 10-12)
Neuman’s Red Clay
15
Grolleg
82
Soda Ash
1
Pearl Ash
2
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Malcolm Davis Shino (cone 10-12)
Nepheline Syenite
40
Soda Feldspar
13
Spodumene
9
OM4
15
EPK
8
Soda Ash
12
Redart
3
Tom Coleman’s Shaner Red to Yellow Shino (cone 10)
Nepheline Syenite
43
EPK
19
OM4
14
Soda Ash
18
Tin Oxide
6
Yellow Ochre
6
Tom Coleman’s Carbon Trap Shino (cone 10)
Nepheline Syenite
39
Soda Feldspar
9
EPK
17
OM4
13
Soda Ash
16
Redart
6
Nick Joerling’s Beige Liner Glaze (cone 10-12)
EPK
17
Custer Feldspar
31
Talc
22
Bone Ash
9
Flint
11
Superpax
7
Bentonite
2
Rutile
2
Nick Joerling’s Amber Celadon (cone 10-12)
Albany Slip
33
Wollastonite
13
Custer Feldspar
20
Flint
14
Gerstley Borate
3
Whiting
7
EPK
3
Yellow Ochre
7
Bentonite
5
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Julia Galloway’s Alberta Yellow (cone 6-11)
Alberta Slip
35.09
Nepheline Syenite
21.85
Flint
23.45
Gerstley Borate
17.64
Soda Ash
1.96
Matt Long’s TM Celadon with Rutile (cone 10-12)
Cornwall Stone
40
Whiting
15
Strontium Carbonate
10
Flint
20
Grolleg
15
Rutile
2
Light Green Stain (cone 10)
Gerstley Borate
60
Copper Carbonate
40
Red Stain (cone 10)
Gerstley Borate
Red Iron Oxide

60
40
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